The presentation of symbols of cultural and ethnic identity in public spaces, in both rural and urban areas of Northern Ireland, is known as a source of division as well as conflict transformation. Bryan (2015) argues that despite the increase in residential segregation after the Good Friday Agreement, a legislative and public policy-based process has emerged to "approximate a greater sharing of space" (p. 570) through festivals and parades such as the Lord Mayor's Show and the St. Patrick's Day carnival. Exploration of the history of the development of each event in the city of Belfast reveals changing practices and policies towards the "politics of Irish Republicanism" and "attempts to reflect more inclusive [cultural] identities", even if not always welcome or straightforward (Bryan, 2015, p. 569-570) . The involvement of local state support-perhaps as part of the legal responsibility to promote equality and good relations (Northern Ireland Act 1998)-has been evident in the encouragement of the holding of public events and the discouragement of exhibiting partisan or political flags and emblems at such events. As a consequence, fostering a "culture of tolerance" (Office of the First Minister and Deputy First Minister, 2005) through laws and rules around cultural-political 'display', produces a kind of implicit cultural policy that is both politically and spatially charged (McGuigan, 2004; Ahearne, 2009; Bryan, 2015) .
A policy of "cultural suppression" prevalent on the island since the seventeenth century is a legacy to cultural policy here (Kelly 1989, p. 5) . It is particularly complicated with regards to Northern Irish cultural policy with a number of "contradictory impulses" regarding the relationship of the fine and indigenous arts to identity as a result (Walker, 2008, p. 78) . In the Republic of Ireland, the relationship between the state and the production and consumption of symbolic goods, has witnessed the formal arts as a separate consideration to traditional and indigenous Irish cultural expression. As Quinn (1998) explains, emphasis on cultural nationalism originating in the 1880s, and again in the 1920s during independence (often referred to as partition), placed a greater focus on traditional Gaelic, and therefore, largely Catholic symbols. With 'the arts' recognised as highbrow (Anglo, largely Protestant) forms of professional creative expression had often been associated with elitism and "xenophobic suspicions" (Brown 2004, p.135; Kelly, 1989) . Perhaps as a consequence, understandings of the term 'culture' have developed narrowly in the Republic, with (until recently) perspectives on the term more commonly associated with traditional Gaelic culture.
Cultural policy is often articulated as what governments choose to do (or not do) in relation to culture and local as well as national government has a played a key role in (un)forming the policy landscape across the island (Mulcahy, 2006) . Priorities can be visible in ministerial classifications as well as rationalisation exigencies. Since the establishment of a government portfolio for the arts in the Republic in 1994, the Department has gone through dizzying name changes with arts, culture, heritage, Gaeltacht, islands, sport, rural, regional affairs and tourism featuring in the title. This slippery state nomenclature is indicative of a political culture that emphasizes "pragmatic, incremental and [a] short-term-fix" approach (Cooke & McCall, 2015, p. 3) while at the same time, avoiding long term, strategic thinking and planning. The now cumbersome title of Department of Arts, Heritage, Regional, Rural and Gaeltacht Affairs (DAHRRGA), speaks more to a lack of confidence and confusion than clarity and certainty of portfolio.
In Northern Ireland, issues of representation and consociational party politics have played a significant part in the overall history of the Department of Culture, Arts and Leisure (DCAL). . This situation has led some to conclude that in the Republic one talks "in a formulaic way about 'arts and culture', which might be best represented as 'ARTS (and culture)," thus falling "readily into a default habit of thinking about the arts as a placeholder for culture in a wider sense" (Cooke & McCall, 2015, p.6 ). The situation leads to explicit arts agency strategies becoming confounded into implicit national cultural strategies, carrying the responsibility for a wider cultural remit and defence.
As 'small nations', Northern Ireland and the Republic of Ireland provide unique territory for considering notions of co-optation, (dis)empowerment, disruption, creation and subversion in the relationship between arts, culture, citizen and State. The ambiguity of identity and the relationship to another (former) ruling nation can result in these small nations as having a perceived "lack of confidence" and "uncertainty" (Blandford 2013, p. 7) . This may have more to with both the State's capacity to adapt as well as a citizen's "willingness to question" but it can also be argued that intensified interpersonal relations, and a social and geographical 'nearness' to centres of power, means social and professional life is much more personal, connected and layered (Blandford 2013, p. 7; Hjort and Petrie, 2007) . The citizen's 'proximity' to institutions of power can therefore provide circumstances that prompt opportunities for participatory models of policymaking or accusations of clientelism, inadvertent and biased decision-making (Bray, 1992; Olaffson, 1998; Quinn, 1998) .
Implications then arise on how-and who-is represented in political interpretations, conceptualisations and decision-making processes regarding culture.
Despite these complex landscapes, the island has seen a good deal of trans-jurisdictional cooperation and policymaking in the areas of arts and culture. Collaboration between the two Arts Councils through, for example, artform touring schemes and the tourism authorities has been taking place for quite some time prior to the Good Friday Agreement (Greerg, 2002) .
With the establishment of the North South Ministerial Council, much has been made of cultural cooperation across key areas of work-not only in tourism, but also language and sport.
Recently however, the Republic of Ireland and Northern Ireland have experienced shifts in public policy relations, with both territories coming forward with more explicit national strategies relating specifically to culture. In the Republic of Ireland, the last 12 months have witnessed two important governmental imperatives. McKnight and Schubotz remind us that "the most important forms of cultural policy" are not always where one expects them to be (Mulgan & Worpole, 1986 cited in Ahearne 2009 
